CHAPTER 1 INTRODUCTION: WHEN THE LIGHTS GO DOWN

Daniel Sullivan and Jeff Greenberg
F rom the corpses of the horror genre to the immortal machines of science fiction, from the philosophical dramas of Ingmar Bergman to the comedies of Woody Allen, from the hilarious morbidity of Weekend at Bernie's and Death at a Funeral to the somber ref lections of Dead Man Walking and The Sea Inside , images of death, dying, and immortality have crowded the reels of many of the best (and best-loved) films. Like literature before it, which was largely inaugurated with the Sumerian Epic of Gilgamesh-a story that focused on the problem of death and the human response of seeking immortality-cinema has maintained a strong and persistent focus on mortality throughout its comparatively shorter history. The fact that filmmakers have consistently chosen to approach the issue of human mortality in such diverse ways-and the fact that audiences have so often positively responded to their efforts-is a testament to the fact that human life is characterized by two particularly resonant psychological realities: the fear of death and the desire to overcome it. Mortality is a recurrent theme in films across genres, periods, nations, and directors, and the range of films dealing with this theme alone suggests that the link between death and cinema is deserving of sustained analysis.
The problem of mortality even plays a role in many films that are not blatantly centered around death. Indeed, philosophical and psychological perspectives suggest that the human desire to deny the reality of mortality is a unifying construct that can be used to understand the content of films that do not explicitly emphasize death (e.g., Sullivan, Greenberg, & Landau, 2009 ). In addition, the very act of making movies and going to the cinema can be understood as a social psychological process of mass death denial: Filmmakers and actors hope that their work will make them "immortal," preserved on celluloid and disc for generations to come (Cave, 2012) . And audiences crowd darkened theaters to confront death-related thoughts in safety and over buttered popcorn (Yalom, 1989) while gaining a sense of their own life extended in time as they experience simulated days, weeks, and often years in the span of two hours (Grudin, 1982) .
The current volume examines the role of death in films by considering how the knowledge of mortality and the ways people cope with it are represented in particular films and genres of film. The contributing authors illuminate in different ways how the topics of death and humanity's psychological responses to death contribute to the cinematic medium, and how films provide insight into these existential concerns. Some analyze the role played by death in the narrative of a particular film, while others examine the theme as it manifests in a set of films, the work of a particular filmmaker, or whole genres. Some of the common questions and themes addressed in this book are as follows: How is death portrayed in certain films, and how does death inf luence the characters and narrative within the film? How do portrayals of death affect the audience watching particular films? How does the human motive to deny or transform the meaning of death manifests in film plots or genres?
This introduction will selectively survey some broad past theoretical and empirical perspectives within the social sciences and humanities that have explored the issue of cinematic death portrayals. Although the present volume is the first anthology of scholarly writings exclusively focused on the importance of death in cinema, there is an extensive, interdisciplinary literature that has either peripherally acknowledged this issue or explored closely related topics, in particular the issue of filmed violence. We will therefore provide a brief overview of these past scholarly approaches to the topic of death and films. In our next section, we present suggestions for going beyond a unidimensional approach to this topic by contextualizing the issue of death in films. Finally, we provide an outline of the present book, and anticipate some broad themes that will emerge across its chapters.
Three Past Approaches to Understanding Death in Films
As in most other areas of human culture, death has been an integral part of film narratives from the inception of the medium (Hankiss, 2001; Niemiec & Schulenberg, 2011) . Clearly, at a basic technological level, cinema's capacity for reproduction and preservation of lived experience represents an advance in the generative quest of human culture to seek forms of immortality. However, beyond cinema's technical contribution to culture's ostensible "conquering" of death, narrative cinema specifically often involves death as a key plot element or device and provides culturally sanctioned frames for making sense of this inevitable yet unfathomable experience. Indeed, many scholars (e.g., Gr ø nstad, 2008) have noted that the connection between death and the medium of film may be particularly important because films are uniquely positioned to both show death and explore the influence of the threat of death to self and others in human experience. One examination of popular US films suggested that a death-related sequence occurs every 7-8 minutes in the course of the average film (Schultz & Huet, 2000) . Director Andrei Tarkovsky (1986) went so far as to claim that the ultimate purpose of a film should be "to prepare a person for death" (p. 43).
Despite these observations, surprisingly little prior film theory and criticism have focused directly on the issue of death in films. Nevertheless, the issue of cinematic depictions of violence in general-that almost always connotes violent death-has been debated at length in the literature. This debate is illuminating in its own right, because it demonstrates that one of the most common ways in which cinema depicts death is as violent and "unnatural." Cinema depicts death as alternately romantic, heroic, unexpected, graphic, and terrible-but it only occasionally depicts it as a prolonged and tedious experience, despite the fact that this seems to be how death is actually experienced by many people (Thomson, 2000) .
Much of the theory and criticism on violence and death in films acknowledge this basic fantastic quality of most cinematic depictions of death, and venture from this starting point into explorations of the purpose and consequences of such portrayals. Past scholarly frameworks that might be applied to understand the issue of death in films can be roughly classified into three camps or "schools" (naturally, alternate organizational schemes are possible).
The "fantasy and catharsis" school. The broadest of the three approaches described here include some of the earliest theoretical perspectives on films. What these different perspectives share is an emphasis on one (or both) of two ideas: (1) films represent the enactment of certain fantasies individuals have, such as immortality in the case of cinematic death treatments; and (2) films depict anxieties that are typically repressed-such as death anxiety-and therefore allow for cathartic, safe, and vicarious experiences of these anxieties. At a very general level, this school would include theorists who have argued that the purpose of art in general and film in particular is to provide an "otherworldly" aesthetic experience: a window to an ideal world that resonates with and yet stands outside the vagaries of imperfect, mortal existence. Inf luential early theorists like M ü nsterberg (1916/2004) and filmmakers like Tarkovsky (1986) argued that narrative cinema, rather than depicting the world as it actually is, approximates the psychological experience of a coherent and meaningful reality, and can therefore satisfy a yearning for the Divine, that is, for a perfect and extraordinary world. On this view, good films rejuvenate our minds by temporarily offering an image of the mundane world and its realities-including the reality of death-that imbues those realities with transcendent meaning and significance.
More specifically, various perspectives focus on particular fantasies or manifestations of anxiety that films allegedly address or enact. In these ways, films allow both their creators and their audiences to work through particular psychological issues for which everyday life does not provide many avenues of safe confrontation. The most straightforward of such perspectives would be that which reinvents Aristotelian notions of catharsis for the cinematic age, suggesting that audiences f lock to see violent murder on the screen in order to purge themselves of aggressive tendencies or fears, perhaps even of some primal death instinct. Although it does not appear to be the case that many theorists have ever actually wholeheartedly embraced this theory, policymakers and filmmakers (notably Peckinpah; Dukore, 1999) have certainly invoked it, and many scholars have presented straw-man versions of the catharsis hypothesis against which to contrast their own accounts.
Beyond a simple catharsis explanation, one elemental notion shared by many variants of the fantasy/catharsis perspective on the presence of death in films is that events like (other people's) death are simultaneously attractive and repulsive. According to this thesis, fantasy and anxiety are often the same, wedded in a kind of captivating ambivalence. This idea is expressed in Kolnai's (2004) classic writings on the emotion of disgust, and it forms the basis of H. P. Lovecraft's (1973) theory of horror, which prioritizes the construct of "cosmic terror," a psychological blend of anxious uncertainty, curiosity, and awe that we experience when supernatural events are fictitiously portrayed. Such perspectives are not so removed from Freud's (1963) concept of the uncanny, which suggests that entities that are simultaneously familiar and unfamiliar are uniquely frightening. Combining these different strands offers the insight that humans have a complex psychological relationship to mortality, especially when violently inf licted. Death is known to all of us on some level and yet necessarily unknown in a fundamental way; it is intriguing and potentially awe-inspiring, yet also something we supremely dread. Fantasy/catharsis I N T RODUC T ION perspectives tend to imply that films permit exploration of these issues at a distance, thereby satisfying our morbid curiosities.
At a slightly higher level of complexity, theorists have put forward specific species or patterns of socially prominent anxiety and fantasy that films address. Many of these fantasies and anxieties are readily interpretable as desires to gain immortality and to avoid mortality. Wood (1979) classically put forward the formula " normality is threatened by the monster " to classify how different cycles of horror films give voice to changing social anxieties, while consistently constituting a creative process of the "return of the repressed." The repressed anxiety that emerges more unwaveringly than any other is that of death. The "Other" that brings death may change with social norms-from Eastern European vampire to interstellar insect, from Soviet thug to Arab terrorist-but the threat of death always accompanies it. Similarly, a whole subset of the fantasy/catharsis school, derived from the writings of anthropologist Mary Douglas (1968) and their interpretation by psychoanalytic philosopher Julia Kristeva (1982) , emphasizes the fascination of the ambiguous and the abject (for an example in film theory, see Creed, 1993) . On this view, we define ourselves in contradistinction to marginalized persons and persons in interstitial circumstances of transition; the normal and integral are constituted over and against the ambiguous and fragmented. We are compelled by the spectacle of beings that combine different components of separate organisms (Carroll, 1990) , and similarly by that of the person in the twilight space between life and death (Prince, 1998) , because we contrast and define ourselves against these marginal states. As Kristeva (1982) writes, "The corpse, the most sickening of wastes, is a border that has encroached upon everything . . . The corpse, seen without God and outside of science, is the utmost of abjection . . . Imaginary uncanniness and real threat, it beckons to us and ends up engulfing us" (pp. 3-4).
These perspectives tend to focus on genre-specific and stylized enactments of our death-related fears and wishes. A last variant of the fantasy/ catharsis approach applies to those films that consciously meditate on the everyday reality of death as it is typically experienced. This perspective (as put forward, for example, by Niemiec & Schulenberg, 2011) emphasizes the idea that some well-made (typically drama) films can actually prepare a person for death by imparting certain coping mechanisms. Films like Bergman's Wild Strawberries (1957) or Kurosawa's Ikiru/ To Live (1952) deal primarily with the approaching death of the protagonist, who ultimately gains some degree of death acceptance and a renewed sense of meaning and spirituality as a result of his being-towards-death. Such films, as well as others across diverse genres that incorporate the death of a loved one as a major plot element (ranging from Bambi , 1942, to Amour , 2012), do not primarily sate the nonconscious desire to temporarily experience repressed anxieties and fantasies. Rather, these films provide opportunities to consciously ref lect upon and make strides in coming to terms with the problem of mortality-at least in theory.
The "learning/priming effects" school. This branch of prior approaches tends to be more empirical and less theoretical. Proponents of this approach also see cinematic depictions of death and violence less as an "effect" of deepseated human needs to cope with basic anxieties, and more as a "cause" of negative social outcomes. In other words, these scholars are more interested in the consequences of portrayals of violent or glorified death. The "learning/priming effects" school has two major camps. The first comprises the social scientists who empirically investigate the effects of violent media and depicted killings on viewers. Major psychologists in this camp are Bandura (1962), Berkowitz (e.g., Geen & Berkowitz, 1966) , Zillmann (1998) , and Bushman (e.g., Bushman & Anderson, 2001) . A major representative of this camp in the area of film theory is Prince (2000) .
Based on studies in which viewers watch film violence (largely extracted from its narrative context) before being given the opportunity to aggress, these scholars argue (with some variation in the particulars) that viewing violent death exacerbates aggressive or violent tendencies in viewers. This argument is based on two psychological processes. The first is social learning. Humans have, from early childhood, a great capacity to learn through observation and are prone to imitate actions they observe, especially if they identify with the actor and the actions lead to good outcomes for the actor (Bandura, 1962) . The second process is priming. When a particular concept is brought to mind, related concepts are also more likely to come to mind and related behaviors are more likely to be enacted (e.g., Chartrand & Bargh, 1996) . On this view, watching violence does not purge us of repressed urges; rather, it primes us with and teaches content that actually makes us more likely to enact such urges in the future. As Prince (2000) suggests, this perspective should caution filmmakers and audiences to think critically about how they portray death, and whether fantastic or stylized portrayals can have negative social consequences.
A somewhat more sophisticated version of the "learning/priming effects" perspective is emphasized by another camp of this school, consisting of theorists who argue that film violence and death encourage the viewer to subsequently embrace or identify with the content of a film (including its underlying message) to a greater extent. This is a key component, for example, of Eisenstein's (1929 Eisenstein's ( /2004 theory and approach to I N T RODUC T ION filmmaking. This argument can be made based on considerable empirical evidence gathered in support of terror management theory (TMT) (see chapter 2 , this volume). Although this theory will be presented in detail in subsequent chapters, here it will suffice to highlight one of its central tenets, namely, that humans invest in normative cultural belief structures as a way of overcoming their awareness of mortality. Our cultural worldviews imbue the world with death-transcendent meaning and hold out the possibility of literal or symbolic immortality. Based on this notion, numerous studies have shown that exposing people to images or thoughts of death-even outside conscious awareness-increases their subsequent psychological investment in aspects of their cultural worldview (for a review, see Greenberg & Arndt, 2011) .
The context of death in films raises the interesting possibility that images of death spark a nonconsciously registered potential for anxiety in viewers, which film narratives often subsequently allay by bolstering certain normative aspects of the contemporary worldview. In essence, this approach combines aspects of the fantasy/catharsis and learning/priming effects schools. It proposes that conventional films have a heightened potential for inf luence to the extent that they juxtapose images of death and violence with culturally sanctioned plots and political undertones. Imaged death not only accentuates a narrative or provides aesthetic release; it also primes viewers with a fundamental but typically repressed anxiety, making them possibly more receptive to messages that reinforce the cultural defense mechanisms they rely on for protection against death awareness. In a similar vein, Zillmann (1998) argues that viewers most enjoy violent films that reinforce the belief in a just world and give them a sense of "negative empathy" by allowing them to revel in the violent downfall and ultimate death of the culturally conditioned enemy figure(s).
The "realistic necessity" school. One final identifiable school of thought on death in cinema is similar to the fantasy/catharsis school in its recognition that people need to portray and witness death on the screen as a means of attempting reconciliation with the harsh reality and unknowable nature of death. However, this smaller school is distinguished by its emphatic awareness of the inadequacy of films to ultimately help us cope with death. The scholars of this school are truly existential thinkers in their view of humans as organisms defined by an unrelenting battle against the inescapably absurd realities of which they are aware. After pointing out that no one ever seeks reassurance after a vivid nightmare by telling themselves that they have seen worse in the movies, Ligotti (1996) goes on to insist that the only real consolation of the horror genre is its acknowledgment that other humans besides oneself have realized the intense misery we are all capable of experiencing. Another representative of this school, Sobchack (2000) , has written of contemporary films: "there is no transcendence of 'senseless' violence: it just is " (p. 120).
Contextualizing Death in Films
As the preceding review of alternative scholarly frameworks suggests, images of death, and viewer responses to them, are not a one-size-fits-all phenomenon. This is the dominant theme of Hill's (1997) qualitative study, conducted with small focus groups of 4-6 participants (UK citizens mostly between the ages of 18-30), in which participants watched a series of contemporary violent films and discussed their responses in interviews. Hill concluded that viewers' prior knowledge base and expectations strongly inf luence their feelings during film watching and the conclusions they draw from cinematic treatments of any topic, death included. Although it would seem to be a self-evident truth, many theoretical and even empirical investigations of cinematic death depictions do not clearly acknowledge the diversity in potential viewer reactions.
Just as there are different viewer reactions to death in films, there are different ways in which death is typically presented in the cinema. Accordingly, it is important for scholars to contextualize the death-related images that occur in particular films. There are at least two ways to do this. One is to place this content in the historical context of changes in social attitudes toward death and its artistic portrayal. The second way is to situate the content in the narrative and formal/aesthetic context of the particular film itself (Gr ø nstad, 2008) .
Contextualizing death in films historically. Many scholars (e.g., Ari è s, 1981; Goldberg, 1998; Shilling, 1993) have noted a curious phenomenon in the social history of death. It is argued that, beginning in the nineteenth century but especially in the twentieth, death became "less visible" for many middle-class and upper-class people living in the industrialized world. From the beginnings of human culture, death has been recognized as a major event that was symbolically incorporated into the communal culture through funerary rituals designed to strengthen the social fabric in the wake of an individual's passing (e.g., Bloch & Parry, 1982) . Through much of human history, death has been a common and socially shared experience. Funerary rituals continue to exist in the present, of course. However, with medical and technological advances in the past two centuries as well as general changes in social organization, death has become increasingly both a more private and a more "institutionalized" affair occurring largely in hospitals beyond the immediate awareness of anyone I N T RODUC T ION save for a few close family members and experts (Ari è s, 1981) . Curiously, at the same time that death has become seemingly more remote from people's everyday experience, there has been a proliferation in people's exposure to images of death (including vivid, graphic images) in narrative cinema, television, and the news media (Goldberg, 1998; Shilling, 1993) . This semiparadoxical state of affairs has been recognized by various critics and public figures over the course of cinema's history. Some have claimed that because death has become a relatively sheltered and repressed experience, while simultaneously remaining a threat with which we are constantly bombarded (through crime reports, health scares, terrorism warnings, and so on), people need images of graphic death in narrative context to engage in sense-making processes (Sobchack, 2000) .
When it comes to the history of cinematic depictions of death, everything changed in the late 1960s. This period was a watershed transitional moment in film history, when revolutionary stylistic changes in formal approach that had been burgeoning in various "New Waves" of world cinema (Cowie, 2004) became incorporated into US mainstream filmmaking with the creative efforts of the "New Hollywood" directors at the end of the decade (King, 2004) . Where Hollywood is specifically concerned, this era can be viewed as one of irreversible transition from a period of "classical" filmmaking based on the studio system to a postclassical production mode involving greater diversity in film financing and distribution, as well as increased artistic license (e.g., Langford, 2005) . One of the major changes in films that were discussed during this time and continued to be treated extensively in retrospective discussions was the resetting of the bar for cinematic depictions of death and violence (Prince, 2000; Sobchack, 2000) .
Consider the following list of major, genre-revolutionizing films depicting death in new, more realistic or harrowing ways that were released between the years 1967 and 1969: Bonnie and Clyde , 2001: A Space Odyssey , Hour of the Wolf , Satyricon , The Wild Bunch , Targets , Rosemary's Baby , Night of the Living Dead , and The Dirty Dozen . These films helped not only to redefine what films and film genres could be but also set cinema on an escalating course towards increasingly graphic depictions of death. Common factors that are highlighted as having contributed to the radical shift in film death during this period are the replacement of the Hays Production Code (which sharply limited depicted violence in Hollywood films) with the modern rating system, the development of new makeup and special effects technologies, and the media-generated rise in consciousness of contemporary death in the context of the Vietnam conf lict and assassinations of prominent cultural icons (King, 2004; Prince, 2000) . This trend has continued unabated up to the present time in both films and television. For example, graphic depictions of autopsies in mainstream films would have been quite shocking well into the 1970s. They are now routinely depicted in living rooms around the world in popular network television shows such as NCIS and CSI .
Contextualizing death in narrative and form. In addition to situating cinematic death in historical context, it is finally important to consider its place in the immediate context of a given film's narrative and form. A few remarks on this broad topic will suffice to set the stage for more detailed considerations in the following chapters.
The threat of death is a primary way in which films create suspense, conf lict, tension, and excitement. We see this routinely in action films, crime films, film noir, horror films, mysteries, psychological thrillers, science fiction and fantasy films, war films, and Westerns. It is even used this way in many animated children's films, ranging from 101 Dalmatians to Ice Age: Continental Drift . The death of a character is commonly used in dramas to evoke sadness and to set up conf licts and problems for surviving characters. In other films, the death of a character or group of characters often provides narrative closure in a film (Russell, 1995) . Classic films like Citizen Kane (1941) and Lawrence of Arabia (1962) use death as a framing device, whereby the narrative opens with and ultimately circles back again to the death and mourning of the protagonist. Russell (1995) asserts that there is an important difference between films like these in which death provides a sense of meaning-laden closure, and others in which death brings the action to a close but does so abruptly and without a clear sense of logic or narrative completion. The Wild Bunch (1969) is perhaps a prime example of a film where the mass death at its conclusion seems unavoidable and yet at the same time arbitrary and potentially meaningless.
In addition to considering the role death plays in the context of a film's narrative, it is also important to consider the relationship between the physical reality of death and the aesthetic reality of films as a medium. Gr ø nstad (2008) reviewed many critical and philosophical perspectives that have highlighted the connection between the raw cinematic act of recording and preserving segments of time, and the reality of human finitude. Such perspectives suggest that is it no coincidence that the filmmaker's vocabulary is replete with verbs implying violence (e.g., "shooting," "cutting"). Beyond the inherent connections between the cinematic medium, time, and mortality, Gr ø nstad (2008) encourages scholars to contemplate how cinema's fascination with death might cause us to rethink our basic assumptions about films. Many film theories assume a basic quality of mimesis, the notion that the cinematic image ref lects real experience in some fundamental way, however distorted. Yet cinematic depictions of death complicate this assumption, because no one watching a film has experienced personal death (although they may have seen the deaths of others). This suggests that an amimetic approach to death on films may sometimes be useful. Gr ø nstad, Groebner (2004) , and others have suggested that, when it comes to analyzing films, death is one topic that should be situated in the context of other films and representations. When we see death onscreen, we sometimes are reminded of actual experiences of death; but more often we likely call to mind (consciously or not) other images of death extracted from other films.
Taking the Bull by the Horns: Examining the Psychology and Philosophy of Death in Films
There are many ways that a particular analysis could closely examine the topic of death in films. One can draw from a number of different psychological theories and philosophical perspectives. One could examine one individual film in detail, a small set of films, a genre of films, films of a certain era, or the oeuvre of a particularly filmmaker. Each approach can be valuable, and dozens of interesting chapters could probably be written taking each approach. The small set of chapters constituting this book includes a variety of approaches, and yet barely scratches the surface of all possibilities. For example, there is a chapter on Ingmar Bergman's work, and there is certainly no more apt choice of a director who explored death. But of course it would also be fascinating to examine the role of death in the films of Burton, Fellini, Hitchcock, Kurosawa, Spielberg, and a host of other directors. In other words, while we hope this collection of essays examining death in films is provocative, penetrating, and enlightening, it will not even pretend to be comprehensive-it is really just an exploratory outing into this rich domain. This makes us even more convinced that such an initial foray is sorely needed. We have organized the chapters around a set of themes. A number of the contributing authors utilize TMT to analyze films, a perspective that was based largely on the existential psychodynamic writings of Ernest Becker (e.g., The Denial of Death ; Becker, 1973) . According to TMT, humans' unique awareness of their impending death is a major (but largely unconscious) motivating force behind much of their behavior. Chapters 4-9 expand the consideration of cinematic portrayals of mortality, in part by introducing additional philosophical and sociological perspectives. These chapters discuss how films ref lect changes and standing patterns in the variety of ways people across cultures and eras repress the anxiety of death. Chapter 4 , " Little Murders : Cultural Animals in an Existential Age" (Sheldon Solomon and Mark J. Landau), shows how one of the great dark comedies portrays a variety of individualized ways people manage their terror in response to the awareness of death and consequent absurdity of life. Chapter 5 , "Icons of Stone and Steel" ( Jennifer L. McMahon), shows how the "emotionless" characters of many modern vampire and science fiction films serve a death-denial function for audiences by providing icons that transcend our mortal limits. However, as McMahon points out, denial of emotion as a means of death denial is problematic and presented as such in some contemporary films. Related to the denial of emotion is the human attempt to deny our animal nature. Chapter 6 , "Consumed in the Act" (Kirby Farrell), discusses the problem of human creatureliness in the context of Herzog's documentary Grizzly Man and the classic novel Frankenstein . Chapter 7 , "Black Swan/ White Swan" ( Jamie L. Goldenberg), examines Darren Aronofsky's Black Swan in light of psychological perspectives on female objectification and terror management research on animality denial. People stave off existential anxiety not only by denying emotion and animality but by seeing themselves as heroes embedded in meaningful realities, and these quests for significance are often displayed in movies. Chapter 8 , "Death, Wealth, and Guilt" (Daniel Sullivan), discusses a cinematic portrayal of capitalism, one of the dominant paths to significance in modern culture. Chapter 9 , "The Birth and Death of the Superhero Film" (Sander Koole, Daniel Fockenberg, Mattie Tops, and Iris K. Schneider), considers the cultural evolution of the superhero films from an escapist form of death denial to, in its modern incarnation, a more realistic confrontation with mortality.
Chapters 10-12 focus on directors, with Peter Cowie ("Bergman and the Switching off of Lights"), Susan White ("Death in the Films of Stanley Kubrick"), and Asbj ø rn Gr ø nstad ("Haneke's Amour and the Ethics of Dying") addressing the role that sustained meditation on the problem of death has played in the oeuvres and particular films of Ingmar Bergman, Stanley Kubrick, and Michael Haneke, respectively. In the final chapters, rather than discussing how films capture typical avenues of death denial, the authors instead highlight certain unique films that present examples of more productive ways to cope with the realities of death and death anxiety. Chapter 13 , "Visions of Death" ( Jennifer L. McMahon) and chapter 14 , "From Despair and Fanaticism to Awe" (Kirk J. Schneider) discuss how two types of films-films derived from Native American culture, and horror films-hold out the prospect for audience members to confront death in ways that may foster personal growth. The book concludes with a final chapter "Cinematic Death Benefits" (Daniel Sullivan and Jeff Greenberg), which ref lects on common themes throughout the chapters, some important themes that the foregoing chapters did not address, and finally the implications of the book as a whole for filmmakers, film scholars, and audiences.
Please note that, for the reader's convenience, an index to all the films referenced in this book is provided at the end, in addition to the traditional subject index.
